3 chapter to provide a comprehensive historiography of Orthodox liturgical music within Western academia, it is worth noting briefly some of the factors contributing to its marginality. First of all, as we shall see below, the academic study of music in Western Europe and North America has been governed by narratives that have, for reasons relating both to the state of the historical record and the ideological presuppositions of researchers, incorporated the repertories of Orthodox song only with difficulty. This stands in marked contrast to the field of visual art, in which the visually apparent indebtedness of Western medieval artists to Byzantine prototypes has guaranteed the latter a place within historical surveys of the former. 4 Indeed, the fact that icons are sonically mute images that may be (superficially) taken in at a glance, suggests that oft-cited distinctions between the visual and musical arts may also be at work presenting methodological or epistemological obstacles for the initiated. Song is a dynamic art that must, if it is to be apprehended, be rendered afresh in sound (whether live, or through electronic reproduction) and experienced through the medium of time. Examining icons is thus arguably a less invasive process than studying music, particularly when the latter requires listening to (or singing) culturally alien musical forms setting texts in languages that most students in Western Europe and North America are unlikely to know.
Having noted that growing popular interest in Orthodox musical traditions in the contemporary non-Orthodox West has barely affected their place on the periphery of scholarly discourse, I shall devote the remainder of this chapter to examining in greater detail the current status of Eastern Christian music in secular Anglo-American academia. A brief introduction to major historical currents within Eastern Orthodox liturgical music will provide the background necessary to address the three main approaches to its mediation provided by existing disciplinary frameworks for the academic study of music in contemporary North America and Great Britain. The first treats the musically notated repertories of Orthodox psalmodia primarily as historical texts reflecting particular stages in the development of Western Art Music suitable for investigation using the philological, analytical and hermeneutical tools of the field known in the USA as Historical Musicology, as well as (to a lesser extent) those of its younger sibling Music Theory (in the United Kingdom both may be identified together by the generic label of 'Musicology'). 5 The second is related to Ethnomusicology and shares with it a methodological breadth that may be seen in efforts to study Orthodox liturgical music variously as non-Western art music, oral tradition or social practice. The third is concerned with musical practice, namely the application of skills in musical performance and composition to render or write music from or related to Eastern Christian traditions of singing. I will follow this disciplinary survey by offering some reflections on my experiences of studying, teaching, and performing Orthodox musical traditions on both sides of the Atlantic that will lead to general conclusions about the relative priority of scholarship and performance when seeking to share these traditions within non-Orthodox academic contexts. Before I begin discussing the study of Eastern Christian music, however, I shall pause briefly to define the contents and historical scope of its traditions.
The Musical Traditions of Eastern Orthodoxy through History
Liturgical singing in Eastern Christian churches since Late Antiquity has fostered the creation of vast repertories of psalmody and hymnody, with a legacy of over 60,000 hymns in printed sources and many others awaiting discovery in unpublished manuscripts. 6 The forms and uses of these repertories bear the marks of their origins in diverse geographic, cultural, 5 and ritual circumstances: urban cathedrals and village parishes of the ancient Mediterranean, the imperial chapels of Byzantium and Russia, and monastic communities both small and great. These historical musical practices and repertories are the ancestors of the singing traditions attached to modern celebrations of the Byzantine rite, versions of which may found today in Eastern Orthodox and Greek Catholic churches across a broad geographic arc stretching from Corsica to Russia, as well as in those other places where they have been transplanted through migration or missionary work.
Musical diversity within the Byzantine rite arose over time through processes of development, cultural exchange and indigenisation. The received traditions of Byzantine chanting native to regions that once belonged to the Ottoman sphere of political and cultural influence, for example, are monophonic-that is, strictly melodic, adorned only by an optional vocal drone (isokratema)-and possess a system of eight musical modes ('Octoechos') that partially overlaps with the modal systems of Ottoman and Arabic music (maqāmāt and makamlar, respectively). 
Historical Musicology
Although music was integral to education in Classical Antiquity and later found a home in the medieval Quadrivium as a speculative subject allied with mathematics, modern academic approaches to its study ("musicology") emerged only during the nineteenth century.
The sub-discipline of Music History or "Historical Musicology" arose in parallel with 8 processes shaping the formation of the modern canon of Western art music, among which was an unprecedented increase in concern for the notated music of the past (outside of churches, music more than a generation old had hitherto been rarely performed 
Ethnomusicology
Ethnomusicology acquired its name only in the 1950s and its current practitioners continue to debate its boundaries and methodologies. 29 Its origins may be traced to nineteenth-century efforts to collect the repertories of two types of musical traditions falling outside the borders of European art music: those of so-called 'folk' music that acquired significance in parallel with the rise of nationalist ideologies; and those of non-European peoples encountered through political or economic colonialism. By the early twentieth century research in these two areas had coalesced into the overlapping disciplines of musical folklore studies and comparative musicology (vergleichende Musikwissenschaft), the practitioners of which collected-at first on paper through transcriptions of performances into staff notation and later, thanks to the advent of new technologies, on sound recordings-musical artefacts from home or abroad. These were pressed into the service of European high culture both as sources of aboriginal authenticity and as living fossils, reckoned as such in the light of teleological schemes placing contemporary Western classical music at their evolutionary summit.
Curatorial approaches fell out of favour in during the middle of the twentieth century as musical researchers working under the recently adopted label of 'Ethnomusicology' increasingly aligned themselves with the Social Sciences. Whereas some scholars began to write ethnographies closely modelled on those of contemporary Anthropology, others led by
Mantle Hood of UCLA sought to close gaps between internal ('emic') and external ('etic') understandings of (usually non-Western) musical traditions through the acquisition of "bimusicality," a form of participant-observer research in which an ethnomusicologist acquires performance skills from indigenous teachers. 30 Over the past few decades Ethnomusicology has followed post-colonial trends in scholarship by becoming increasingly self-reflective and engaged with questions of identity, representation, difference and power. Having become concerned first and foremost with the holistic study of music-conceived of as both activity and sounding object, but often with greater emphasis on the former-in human culture, ethnomusicologists today are far less likely than their predecessors to limit themselves to studying repertories that somehow embody notion of autochthonous purity. This conceptual shift has been marked by the proliferation of research on stylistically heterogeneous repertories, including the commercially lucrative ones of Popular and World Music.
Western academic interest in living traditions of Eastern Christian singing has waxed and waned over the last two centuries. Two pioneering works of musical ethnography, the
Geschichte des transalpinen Daciens of Franz Josef Sulzer (1727-1790) and De l'état actual
de l'art musical en Egypte by Guillaume Villoteau, the latter produced for the scholarly arm of the Napoleonic expedition to Egypt, contain extended discussions of post-Byzantine chant. 31 Toward the end of the nineteenth century, as we have already noted, Bourgault-
Ducoudray initiated a movement to recover elements of Ancient Greek and Early Christian
Music from received traditions of Greek liturgical chanting and folk music. 32 Mount Athos offer some hope that the study of Eastern Christian music might in the near future be cultivated more widely within the field of ethnomusicology. 37 Interestingly, both of these publications draw attention to the negotiations of meaning and identity that occur in their respective communities at the intersection of living practice and historical memory, themes that have been profitably explored in recent studies of non-musical aspects of Orthodoxy. 38 At the same time their focus on questions of historical consciousness reflects the growing importance of history within the field ethnomusicology. Whereas some ethnomusicologists used to distinguish themselves proudly from historical musicologists by their espousal of synchronic (as opposed than diachronic) forms of study (this was proclaimed as an article of faith to me by my professor during the first meeting of an ethnomusicology seminar I attended as a postgraduate student), history is now integral to a significant percentage of contemporary ethnomusicological research. 39 When considered 15 together with the simultaneous turn of historical musicology towards cultural and social issues, this shift of focus within ethnomusicology may be seen as contributing to a methodological convergence that is particularly well suited for the study of Byzantine and Slavonic Orthodox traditions of liturgical singing in which it is ultimately impossible to separate the past from the present.
The Applied Musical Arts: Composition and Performance
Most modern Anglophone institutions of higher learning that grant degrees in music require their undergraduates to receive at least some tuition in the applied musical arts of composition and performance. The latter may include both participation in university ensembles (choirs, orchestras, jazz groups, gamelans, and so on) and private or group study in voice or on an instrument. The amount of such tuition and the expected levels of achievement in composition and performance, as well as the opportunities to pursue them at postgraduate levels, vary widely depending on the nature of the institution and its range of options for specialisation in musical study. 40 The applied musical arts understandably dominate the curricula of conservatories, the primary purpose of which is to provide professional training for performers and (generally to a lesser extent) composers. 41 They are less prominent in music departments that are structured mainly to foster the academic study of music as one of the humanities, a model of 
Excursus: Some Personal Reflections on Singing the Lord's Song in a Foreign Land
The preceding survey of the study, performance and creation of Eastern Orthodox music in Anglophone higher education has generally confirmed the picture of marginality within academia sphere that I had sketched in the introduction to this chapter. Although efforts to integrate medieval Byzantine chant into the grand narratives of the history of Western art music achieved a modicum of success during the middle of the twentieth century, the subject has almost entirely vanished from twenty-first-century textbooks of pre-modern music. In ethnomusicology today one finds signs of growing interest in the living musical traditions of Eastern Christianity, but their treatment in standard overviews of the field remain-with the notable exception of Ethiopian Christian chant-spotty at best. It is therefore in the realm of performance that the students and staff of colleges and universities in English-speaking countries are most likely to encounter music taken from or inspired by the worship of the Orthodox Church. In the general conclusions to this chapter I will discuss why it may be advantageous for university students to encounter this music through its performance. First, however, I thought it might be helpful to the reader to offer some brief reflections on the role that the performance of Orthodox sacred music has played in my own With a fair amount of freedom to programme according to my strengths and interests as a researcher and conductor, I was able to integrate a substantial amount of Orthodox sacred music into the repertories of the two ensembles even as I worked to satisfy other curricular imperatives. 54 In a manner similar to but more extensive than my efforts to broaden 
Concluding Thoughts on the Study and Performance of Orthodox Music in Universities
The account of my efforts to study and cultivate Eastern Christian musical traditions The fact that students of music in Anglophone tertiary education are even able to encounter Eastern Christian musical traditions not only as objects of academic study but also as repertories to be performed is due to a feature of musical curricula that, as I noted above, is relatively unusual within academia, namely the partnering of humanistic scholarship and artistic practice. Balancing scholarship and practice is, of course, also a perpetual concern in theological education, where one today finds a range of solutions to their relative prioritisation marked variously by the percentage of time within a degree programme allotted to academic study, the attention paid to the spiritual formation of individuals, the role (or lack of it) of corporate worship, and the extent to which 'pastoral theology' is cultivated as an autonomous discipline. 58 Orthodox Christians are guided in their own search for balance between intellectual and practical approaches to faith by the historical traditions of Byzantine theology, according to which, writes John Meyendorff, '[t]he true theologian was the one who saw and experienced the content of his theology; and this experience was considered to belong not to the intellect alone (although the intellect was not excluded from its perception), but to the "eyes of the Spirit," which place the whole man-intellect, emotions, and even senses-in contact with divine existence'. 59 John McGuckin describes this experience of the content of theology as "a vision of the highest beauty that begins in the processes of bodily orientation, forms of prayer, and even eating habits" that is at the same time "very much a communal ecclesial affair." 60 Furthermore, notes McGuckin, the definitive ecclesial expression of this vision within Orthodox Christianity is to be found in the long and solemn services of its liturgy, during which "the body is as much involved as the mind" as texts with "high theological content" are embedded within a profusion of sights, smells, objects offered for touch, tastes, and sounds. What did the Holy Spirit do when he saw that the human race was not led easily to virtue, and that due to our penchant for pleasure we gave little heed to an upright life? He mixed melody with doctrine so that inadvertently we would absorb the benefit of the words through gentleness and ease of hearing, just as clever physicians frequently smear the cup with honey when giving the fastidious some rather bitter medicine to drink. Thus he contrived for us these harmonious psalm tunes, so that those who are children in actual age as well as those who are young in behavior, while appearing only to sing would in reality be training their souls. For not one of these many indifferent people ever leaves church easily retaining in memory some maxim of either the Apostles or the Prophets, but they do sing the texts of the Psalms at home and circulate them in the marketplace. 63 When reading such passages, it is important to recognise that patristic writers schooled in ancient science and philosophy believed that the ethical effects of musical habituation were not produced solely by the texts being sung. On the contrary, Basil makes clear in his
Exhortation to Youths as the How They Shall Best Profit by the Writings of Pagan Authors
that such purely sonic attributes as musical mode (harmonia) are sufficient to render particular tunes "wholesome or wicked." 64 It is this line of thinking that led had Plato and
Aristotle to argue that training in the performance of particular kinds of music that they viewed as ethically beneficial should be integral to education.
A number of these themes resurface in a recent book by James K. A. Smith exploring relationships between cultural formation, liturgy and education.
29
Alexander Schmemann (and his disagreements with him), Smith reflects on the ways in which cultural and educational formation in modern society employ essentially liturgical patterns of habituation. As he turns to discuss Christian worship in greater detail, without directly citing any Church Fathers he ends up restating a number of their positions regarding the functions of liturgical singing. Smith notes that "song gets absorbed into our imagination in a way that mere texts rarely do" even as the act of singing together manifests our "interdependence and intersubjectivity," suggesting that it is perhaps through "hymns, songs, and choruses that the word of Christ "dwells in us richly" and we are filled by the Holy Spirit." 66 He concludes his book by proposing that liturgical techniques of habituation should once again be consciously adopted by Christian education, which he maintains has, "for too long, been concerned with information rather than formation." 
